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INTRODUCTION 
THE P OBLEM AND PRUPOSE 
The problem presented in producing the film with 
which this thesis deals, was one of planning and direct-
ing a public relations motion picture film to show the 
good works of the Harry E. Burroughs' Newsboys Foundation 
VALUE OF A COMBINED THESIS 
A film represents a complex synthesis of many 
specialized efforts. A detailed report on one area of 
work would not be complete because it would only cover 
a small portion of the work involved. The conception 
and production problems were divided between the co-
authors in the filming of "Extra." Because of all 
these factors, it was thought advisable to incorporate 
all ph ases of production into one comprehensive report. 
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THE MOTION PICTURE AS A PUBLIC qELATIONS MEDI UM 
Since "Extra" is actually a presentation of in-
stit tional policy , it can easily be called a public 
relations film. 
In keeping with the true professional policy of 
public relations , this film dramatizes, but does not, 
at any point, exaggerate or use falsehood. 
"Public Relations is a means by which an organiza-
tion presents itself to the public for exactly what it 
is. A good public relations department uses the medium 
it thinks best to make known its various phases . 
In claiming that a motion picture could best tell 
the story of what the Burroughs Newsboy Foundation has 
done and is doing for the working boys of Boston , we 
suggest that no other media could offer such an opportun-
ity for dramatic appeal. No other media could be so act' 
in the presentations of environs, and no other media has 
the power to span time and distance as does that of t h e 
motion pict re. 
THE ST0RY BEHIND THE STORY 
Some time after Harry Burroughs had be un his career 
as a newsboy on the streets of Boston, he met a young lad 
who was then breaking into the working-boys' ranks. This 
lad was to have a profound influence upon the thought and 
actions of young Burroughs. 
The newcomer had the same old-country background 
as Harry and the same ambitious spirit. Perhaps Burroughs 
remembered the bitter ta nts and tearf l brawls he had 
himself endured in his own early struggle for a "newsboy's 
corner." It might have been that when he saw this young 
fellow, so much like himself, he recognized a friend whom 
he could trust and with whom he might ally himself. 
What these two said at their first meeting has long 
since been for gotten, but at the end of their meeting it 
was quite apparent that two boys, with hearts heavy with 
the burdens of life, had found perfect friendship and 
companionship. This friendship and companionship lasted 
through the long and glorious lifetime of one; and 
continued through the memories and reflections in the 
life of the other. 
It is quite obvious why this other figure becomes 
so important in this 11 Story Behind The Story" when you 
learn that he is none other than "Dr. Abraham Krasker", 
l 
Head of the Department of Motion Pictures and Audio-Visua 
Aids in the School of Public Relations at Boston Universi 
Because of his intimate association with visual aids 
it occurred to Dr. Krasker, that this medium of expressi 
mi ght be employed to tell the world about the "Burrough's 
foundation." Since Dr. Krasker's name has be c oMe 
synonymous in these parts with audio-visual presentation 
and progress, it is not to be wondered that this medium 
appealed to him. Consequently he decided that the 
charitable work of his life-long friend, Harry Burroughs, 
should be recorded in some measure through the present 
day sound film. 
When the authors first heard about this project, 
Dr. Krasker had already engaged Larry Spencer, a recent 
graduate with considerable experience, to start on the 
project. 
Mr. Spencer went to the West End section of Boston 
and photographed a total of eight hundred feet of film 
on various environmental as nects. Then he acquired a 
teaching position which necessitated his giving ~P the 
project. After a static period this film was used in 
script writing classes to aid students in creative 
writing. The original idea wilted on the vine. 
In the meantime the present authors were engaged in 
2 
• 
. gathering material ror their less interesting theses. 
One day Dr. Krasker, who never gives up on an idea, 
approached us and queried whether we would like to make 
the motion picture as a combined thesis, provided he 
could get acceptance rrom the University authorities. We 
jumped at the chance. 
Upon investigation, it was revealed, that it is 
common practice for students in the Department or Cinema 
at the University of Southern Calirornia to engage in 
such projects. Armed with this precedent our thesis was 
accepted and the authors entrained on one of the most 
dirricul t 1 and yet most interesting journeys of their 
educational careers. 
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DEVELOPMENT OF SCRIPT 
Birth of Idea: Before any phase of motion picture pro-
duction is attempted, a general idea, around which the 
film revolves, must be conceived. This idea may 
crystalize through consideration of: 
a) a locale 
b) a previous story 
c) a succession of events 
d) a character or characters 
e) a condition or situation 
There are other factors which contribute 
to the idea, of course, but the point to grasp is that 
an idea should first be found capable of pictorial 
introduction; secondly, it should be found capable of 
enlargement and conclusion. 
In the case of "Extra" our idea was con-
cerned with a situation or condition - service to the 
working boy. From this nucleus there evolved other sub 
ideas, such as locales and persons concerned with this 
condition. 
Research: The second major step in documentary motion 
picture prod,~ction is research. To further clarify 
the above statement, when using the documentary medium, 
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you must search for realism. There will be much written 
material and many people willing to be of service. If 
all you had to do was to gather this information, it 
would be tiresome but mechanically easy. However, since 
books and people close to a cause are prone to sugar-coat 
and confuse facts with ideals, your task paradoxically 
becomes more difficult. 
In attacking our research problem we found 
that the major source of information was the Burroughs 
Newsboys Foundation. 
We first acquired two books written by 
Harry Burroughs, the founder. The first book "Tale of A 
Vanished Land" was an autobiography of Mr. Burroughs 
concerning his early life in Russia and subsequently his 
trip to this country at the age of thirteen •• His strugg 
as a newsboy in Boston was described in a blunt and 
interesting manner. Because of this the book provided a 
diametric background and a poi~nant philosophy of a man 
most closely connected with our main idea. 
The second book "Boy:s in Men's Shoes", 
also written by Harry Burroughs dealt mainly with the 
history of the foundation. Its conception, its purposes, 
and its machinations were described in a dramatic manner. 
Many of the activities which Mr. Burroughs 
5 
so well described had fallen by the wayside since he 
wrote this book. Some other activities were still there 
in name or structure only. This is not an attempt at 
criticism of the work going on at the foundation, but 
rather a means of convincing researchers that you must 
realize that written material can be out of date in re-
lation to anything that succeeds it. 
We then made appointments at the foundatio 
with members of the administrative staff. As a result of 
this we were allowed to roam throughout the foundation 
without restriction. In this way we observed the various 
sessions in action. The variety and eagerness prevailing 
in these activities convinced us of the actual realistic 
approach of the foundation. This conclusion prompts the 
suggestion, that when you are going to produce a document 
ary motion picture, you must preface it with a thorough 
investigation of the "grass roots." Along with this 
suggestion, we spent much time wandering through the 
residential sections, adjacent to the foundation. This 
included the North and West Ends of Boston, Scollay Squa 
and Beacon Hill. 
Because we decided that the style of our 
film would be based on the "documentary" idea, much 
separate research was necessary in order to apply the 
6 
derinitive aspects or this type or picture. Other in-
cidental research was conducted whenever it became neces-
sary to go arter particular racts. uch or this was 
along technical lines and is included among the general 
processes or producing a motion picture. 
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Outline: After the above phases have been thoroughly 
integrated, so that something starts to live in the mind 
' 
of the film maker, a method organizing this material 
should be set up. 
We chose to make a general outline of the 
major factors, which . we thought we might include. We 
broke them down as follows: 
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1. Title: "Men in Boy 's Shoes" 
2. Produced by Frank Murphy & F . Roy Carlson 
3. Prologue 
4 . Scene 'big city anywhere-----
5. Newsboy on corner. 
Sells last paper----heads down street (fade out) 
(reverse angle fade in) Comes into Slums 
6 . Slum shots 
7. Boy reads letter from Burroughs (walks into came ra) 
8 . Foundation (walks out of Camera) into front door 
9 . Interview. 
10. Recreation 
11. Health 
12. Guidance 
13. Camp 
14. Summary 
7 
Although we did not consider the first out-
line as anything too static, we both became acutely aware 
of progress, We actually had something definite by which 
to be guided. The elation caused by this simple organiza 
tional method is considered as an important factor in 
the overall production. 
Expanding the Outline: 
Just as any outline is expanded by the in-
clusion of subtitles, we began to fill in the gaps. We 
then drew up our second outline which we could use as a 
basic shooting script. 
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1. Newsboy selling papers 
(a) C U of boy's shoes 
(b) Pan up to boy's face -boy yelling 
(c) Medium shot of boy on corner selling pape rs 
2. Various newsboys & shine boys 
(a) Colored boy selling papers 
(b) White boy shining shoes 
(c) Boy selling pape rs at milk station 
(d) Delivering papers 
3. Wo r king environment (pulse) 
(a) Selling papers in bar 
(b) Burlesque 
(c) Shooting craps 
(d) Subway silhouette - rumble train 
(e) Police wagon 
(f) Running down newsboy 
(g) Selling papers at church 
4. Home Environment 
(a) General shot of tenement area 
(crowded conditions 
(b ) ( mailbox 
(bathtub scene? 
5. Leisure -working boy seeks activity outside of 
home. 
(a) Types of leisure 
1. hanging on street corners 
2. card playing in doorway 
II 
3 . pitching pennies 
4 . gang movement 
5 . stealing apples 
6 . reading 
7 . basketball - playing in street 
8. 1 boy- harmonica playing on 
corner with a couple of boys 
dancing . 
6 . Transition 
7 . Letter from Burroughs 
(a) opens letter 
8. Foundation Scenes 
9 . Camp Scenes 
1 0 • s Uilliilli. ry 
(a) 
(b) 
(c) 
(d) 
Burroughs 
Burroughs 
Burroughs 
Burroughs 
lst shot 
2nd shot with background 
3rd shot with background 
portraits with stained 
glass background . 
/:L 
After much changing around, we finally 
decided on a workable outline. Our biggest problem dur-
ing this period was to try to establish a sense of con-
tinuity. This proved to be extremely difficult because 
the type of picture we had in mind did not easily lend 
itself to continuous action. (Eventually we leaned 
heavily on the narration to fill in the gaps and produce 
continuity.) 
Experimental Narration: 
With the expanded outline as a guide, a 
rough narrative was written. This effort served three 
purposes. First, it gave us a perception of the mood; 
secondly, other ideas emanated from the writing which 
gave us a better knowledge of the types of scenes we 
needed, t~irdly, it provided some idea of how we could 
make the transition from one phase of our outline to 
the one following. 
Back and Forth: 
From then until the final script was 
drawn up elasticity prevailed. At some points we changed 
the narrative to fit the picture and conversely the 
picture also was compromised. 
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Pacing and Timing: 
One of the general rules of pacing is 
that cutting scenes progressively shorter in a sequence _ 
results in an increased tempo. This increased tempo pro-
duces a heightening of tension to the viewer. e gave 
this consideration in building up to the fire engine in 
the city traffic scene. We added to this by including 
narration. 
In timing the great bulk of the scene s 
we used the following process. 
(a) We secured a stop watch, a footage 
counter and a conversion table, to determine the number 
of seconds for a given length scene or scenes. 
(b) One man read the narrative against 
each scene, while the other man noted the time involved. 
Sufficient time was allowed to introduce the scene be-
fore the narrative started. We arbitrarily used two 
seconds. 
(c) We then cut the work print according 
to this pattern. 
(d) A test projection was next, with the 
narrative being read along with it. During this pro-
cedure, we took notes on which scenes needed further 
cutting or padding. 
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Many deletions, additions and minor 
changes in the narrative and picture, took place as we 
pursued this operation to the point where we considered 
the pro~uct generally acceptable. 
Further Revision: 
Once we had fully decided on the picture 
content it became apparent that if we were to include 
subsequent elements we would have to leave it as it was. 
The reasons for this decision lay in the fact that in 
selecting music and stabilizing the narration we realized 
that the film would have to be the basis for our timing . 
And since, at t hi s period, we had matched 
the narration along with the scenes of the picture, the 
only other revision came at the hands of the Narrator . 
This particular revision was connected with the euphony 
of words, the elimination of needless alliteration and 
the elimination of extraneous words. 
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FTG. Time Music Scene No . 
1 
2 
3 5 Mid- 3 
3 5 Summers 4 
3-1/2 5- 5/6 Night 5 
1-1/2 2-1/2 Dream 6 
1-1/2 2-l/2 Scherzo 7 
1 1-2/3 8 
2 3-1/3 9 
7 11-2/3 10,11 
Scene 
Black Leader 
Newsboy Live Sync 
Tremont St. 
Hanover St. 
Shine Boys 
. 
Scollay Sq. 
Shine boy in 
alley 
South End 
Cleaning Truck 
Boy outside 
subway 
Narration 
Extra Extra 
Extra Extra Extra 
All about the working boys of Boston. 
Sponsored by Dr. Abraham Krasker 
of Boston University 
Produced and di rected by 
Roy Carlson and Frank Murphy 
Assistant Photographer 
Larry Spencer 
Extra Extra Extra 
Along the busy streets, 
On the corners, 
And in the alleys, 
In the side streets, 
On the back streets, 
Even in the depths of 
urban subways we find the 
working boy. 
' 6\ 
3.-1/2 
2-1/2 
2-1/2 
1-l/2 
4 
1-1/2 
3 
2 
5 
3 
5-5/6 
4-1/6 
4-1/6 
2-1/2 
6-2/3 
2-1/2 
5 
3-1/3 
8-l/3 
5 
1-1/2 2-1/2 
8-1/2 14-1/6 
- 1 1-2/3 
12,13 
14 
15,16 
17 
18 
19 
Mignon 20 
Start 21 
Horn 22 
Solo 23 
24 
25 
26 
Inside subway 
Train emerging 
Train overhead 
Under E1 
Trolley Stop at 
side 
Traffic Scenes 
Fire engine 
Street lamp 
Horse and wagon 
River 
Tugboat 
City from river 
LS of city 
Pan to alley 
Washing on roof 
He has become part of his surroundings 
and too often goes unnoticed. Though 
at times his life is hard, his purpose 
carries him through. 
His office is the city 
The city with its walls 
of brick and steel. 
The city with its ever-beating pulse. 
The city with its duties and its dangers-
The old city and the sometimes 
quiet city. 
If we chance to wonder 
why there is such a boy, 
we might find the answer 
in areas such as this. 
For it is here that he usually lives. 
' '\J 
4- 1/2 7- 1/2 
3-l/2 5- 5/6 
4 6- 2/3 
2 3- l/2 
2- 1/2 4 - l/6 
2 3- l/3 
3- 1/2 5- 5/6 
2 3- l/3 
2- 1/2 4 - l/6 
1- l/2 2- 1/2 
1- 1/2 2- 1/2 
1- 3/4 2- 5/6 
1- 3/4 2- 5/6 
4 6- 2/3 
4 
1- 1/2 
7 
6- 2/3 
2- 1/2 
11- 2/3 
Mignon 
Fade Out 
Fade In 
~oto 
Perpetuo 
27 
28 
29 
30 
31 
32 
33 
34 
35 
36 
37 
38 
39 
40 
41 
42 
43 
Push cart 
Fruit cart 
Dirty lot 
Boy 
Rummaging 
Cat 
Keep streets clean 
Dog 
Collecting rubbish 
Boy This is where our working 
boy begins and ends his day . 
Doorvray His home seldom has proper 
heating, and sometimes even his 
Coal hod pennies fail to provide the 
Coal hod CU necessary warmth. 
El through window ------His day extends far 
Sunset beyond that of the non-working boy . 
Blur pan For in the city, the streets 
Night scenes re - awaken at night and our junior 
Night newsboy business man takes advantage of the 
......... 
~ 
3-1/2 5-5/6 
27 45 
Very low 44 
45 
Schoolroom 
CU Boy 
News and shine 
boys 
,opportunities at hand . 
Opportunities that take their toll 
the next day, however, when there is 
school to be attended. The mind is 
willing but the small body is just 
too tired. 
Yes, this is the working boy. 
Early to rise, late to bed-- a boy 
with his problems, a boy with his 
business--- and yet just a boy. Just 
a boy with the natural desires of all 
other boys. Yet he must work. 
Could there be no happy medium---
no way to bridge the gap? There 
didn't seem to be, until a man named 
Harry Burroughs came along . He also had 
been a working boy and now, at the height 
of his law career he looked back, saw other 
boys strugg ling , and Harry Burroughs • • • 
remembered. 
" ~
5 
2 
2 
2 
5 
2 
2 
2 
10 
4 
2 
4 
8-1/3 
3-1/3 
3-1/3 
3-1/3 
3-1/3 
3-1/3 
4-1/6 
3-1/3 
16-2/3 
6-2/3 
3-1/3 
6-2/3 
Auba.de 46 
47 
48 
49 
50 
51 
52 
53 
54 
Fa. de 55 
Out 
Rush Hour 56 
Victor 57 
Burroughs 
building 
State House 
Park St . Church 
Tenement 
Kids up street 
Kids into building 
Welcome sign 
Last kid in 
Kids signing 
Going upstairs 
Harmonicas outside 
Harmonicas inside 
In 1927, with the aid of friends, 
he purchased a. b uilding in Boston, 
not too fa.r from stately Beacon Hill 
and yet bordering on the tenement 
district which housed so many of the 
boys he wanted to help . 
The boys came at all hours and the 
building stayed open late . For this 
wa.s no ordinary center a.nd Harry knew 
only too well the hours of the working 
boy. 
And in this foundation, a.s it was later 
called, kindness and a feeling of 
belonging was the creda.nce. 
The boys were treated with 
respect, but more important the 
respect wa.s returned. 
Street corner talent was 
discovered and nurtured . 
rJ 
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1-1/2 2-1/2 1,1 Pict -Ur-Mus ic 11 !?8 Fighting 9treet brawls 
5 8-1/3 59 Boxing gave way to well-organized 
boxing matches and sportsmanship 
took on new meanings. 
3-1/2 5-5/6 60 Crap The games of chance weren 't 
2-1/2 4-1/6 61 Pool half as satisfying as the games 
5 8-1/3 62 Gang of skill. The fellows who 
8 13-1/3 63 Basketball traveled in gangs now formed teams. 
So we have what we know today, as 
F . O. 
the Burroughs Newsboys Foundation, 
5-1/2 9-1/6 Au bade 64 Stained Glass or as the boys themselves call it 
"Da Burroughs 11 • Though Harry Burroughs 
was the guiding hand , other good people 
also responded to t his heart warming 
project . 
8 13-1/3 F . O. 65 Shower Room Charles Hayden donated t hi s 
shower room, where , believe it or 
not , its fun to keep clean. 
6 10 66 Mrs . Aggasiz Mrs . W..axmi llian Aggasiz voluntarily 
conducts one of the most 
~ 
....... 
5-l/2 
5 
6 
2-l/2 
3 
2-1/2 
11 
3 
5-l/2 
9- l/6 
8-l/3 
10 
4-1/6 
5 
4 -1/6 
18-1/3 
5 
9-1/6 
Carmen 
Trumpet Call 
F I 
Merry Mood 
67 
68 
69 
70 
71 
72 
73 
74 
75 
Doctor 
Government sign 
Political signs 
Voting 
Balloting 
Trumpet Be 11 
Band 
Piano 
Punching bag 
inspiring word study classes you've 
ever heard . 
In contrast, the only word spoken here 
is 11Ah11 --Yes, free medical and dental 
oare is also part of "Da Burroughs" . 
But here 's one place where the boys 
want no help from the doctors or 
counselors. For they run their own 
campaigns, hold their own elections, 
make their own laws, and even do 
their own punishing--
Potential Clyde McCoys and John 
Philip Souza 's get their chance 
under expert instructors. The heritage of 
the band goes back to the early days of the 
Burroughs, when its first guest conductor 
was the same John Phillip Souza----------
And let's not forget the Padereskis 
If a boy feels the need for 
physical exercise, there is 
R.J 
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~-1/2 15-5/6 76 Art Room 
3 5 77 Craft bench 
2 3/3 78 Basketry 
8 13-1/3 79 Airplane 
80 cu 
8 18-1/3 81 Library 
4 6- 2/3 82 Playground 
always the gym. Later you may 
find this same boy in the art studio, 
where the boys themselves double 
as models . 
The joy of creating is always 
apparent in the handicraft room. 
There are also sessions in basket 
weavint; 
And an aircraft class where the 
boys learn the theory of aerodynamics . 
Flight engineer Johnny Jones at your service--. 
For the studious boys and the boys 
who just like to read, there is 
a library wel l equipped with educutiona.l 
and fictional material. 
When the weather becomes warm some of 
the activities are he ld out -of-doors . 
This, though important, is only 
preparation for the interesting summer 
ahead . 
~ 
~ 
17 
3 
3 
4 
3-1/2 
3 
7-1/2 
28-1/3 
5 
5 
6-2/3 
5-5/6 
5 
12-1/2 
63 
Au bade 84 
85 
86 
87 
88 
89 
Buck buck 
Bus going in 
D Welcome to 
Aggasiz. 
Lodge 
Medical Exam 
Side of lodge 
Swimming 
Boating 
Rugged and interesting games 
like this one always have 
room for one more . ---And another boyish 
heart feels the warmth of friendship . 
One hundred miles north of Boston 
in the heart of 1~ine's Vacation land 
is the Aggasiz Village of the Burroughs 
Ne>~boys Foundation . 
A spot far removed from the noise 
and heat . It is here that the boy s 
enter upon a two week stay designed 
to aid their health and free their 
spirit. 
Although they hope to have a 
swimming pool of their own someday, 
never could they hope for one so good 
as nature provides in these crystal 
clear waters . 
The boys combine precision and team-
work to achieve beauty of motion. 
~ 
~ 
4:-1/2 
3-1/2 
4 
12 
7-1/2 
5 
7-1/2 
7-1/2 
5-5/6 
6-2/3 
20 
12-1/2 
Merry v'lives 
8-1/3 of 
Windsor 
End of side 
12-1/2 
90 
91 
92 
93 
94 
95 
96 
Tumbling In the great outdoors young performers 
outdo themselves in stcmts like this. 
That takes energy. 
Boys Raking But so does this. 
Horse Raking The boys didn't know much 
about haying, but they knew a lot 
about wo rk, so everything is under 
control. 
Craft Now here is something that really 
looks familiar--skills begun back at 
the Burroughs are carried on with new 
zest in the fresh Mountain air. 
Fire Engine And now a boy's dream 
come true! 
Horseback Yes, it's quite a camp and the 
weeks go by so fast it's like a dream. 
Bus leaving Soon the tanned and healthy campers 
will become working boys again. But 
though they leave with a touch of sorrow, 
they are restless and vibrant, and glad 
1-J 
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3 5 99 
100 
The :rto lda u 101 
Vultava 
102 
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THE END 
Country road 
City road 
over bridge 
Traffic 
Pan to sky 
Sky 
Portrait 
to be homeward bound. 
Home to the city---home to their 
families and back to work . 
And, yes, back to the Burroughs . 
A foundation that does not claim 
greatness , not a panacea of all boyhood 
problems, but a foundation that is 
dedicated to the best principles of 
boyhood in preparation for the highest 
ideals of manhood . 
And all this was made possible because 
a former newsboy named Harry Burroughs 
looked back and remembered. 
~ 
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PHOTOGRAPHY 
The Use of Different Cameras: 
After shooting with different cameras, we 
found t h at the frame line differed with each camera, some 
more than others. We also found that the frame line 
differed on each separate magazine used in the Bell and 
Howell Filmo. We have tried to have this corrected in 
the final print. However, the difference is noticeable 
in the projectors that have a wide aperture, such as the 
R. c. A. 400, but not noticeable in projectors with a 
small aperture, such as the Victor. 
The s peed of the film, through each 
different camera gate, varied and did not always run true 
to 24 frames per second, with the exception of the Maurer, 
which was driven by a synchronous electric motor. One 
camera was so far off, that it had to be ret~rned to the 
factory. This camera exposed 200 feet of our film at 
40 frames per second , when set at 24 f. p . s. The sli ~ht 
difference in the others is not noticeable. e have -
learned from this experience, that it is best to use one 
camera with a sync motor and one that uses roll film 
rather than magazines. Thus you are assured of a eonstant 
frame line as well as a constant speed. 
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PHOTOGRAPHIC EQUIP~NT USED 
A. Cameras 
1 . Bell & Howell Filmo 
2 . Bell & Howell 70 DA 
3 . Maurer Camera & Recorder 
4 . Keystone 
5. Eastman Kodak Model E 
6 . Bo l ex H 16 
B. Lenses 
1. Eastman F 1 . 9 Anastigmat 25 mm 
2 . II F 1. 6 II 50 mm 
3 . " F 2 . 7 " 15 mm 
4 . " F 1 . 4 EKTAR 25 rnm 
5 . ,, F 2 . 7 11 100 mm 
6 . 11 F 2 . 5 " 15 mm 
7 . B & H F 1. 9 Bell & Howell 25 mm 
8 . 11 F 2 . 5 11 11 17 mm 
9 . 11 F 2 . 5 " 
11 75 rnm 
10 . ~follensak F 1 . 4 25 mm 
ll . " F 2 . 5 Fixed Focus 25 mm 
12 . Taylor F 1. 5 T. C. H. 25 rnm 
Cook 
Hobson 
c. Lights 
1. 2 No 2 Photo flood in basic light mount 
2 . 1 No 2 11 in clamp reflector for fill 
~-----------------------------------------~? 
Exterior Lighting: 
We have strived, throughout the picture, 
to use low key lighting, with long shadows. In many 
cases, it was not possible to photograph our scenes at 
the correct tbne of day. However, we endeavored to ex-
press the mood we desired, through our lighting. We had 
to overcome the shadow areas of city streets andJin some 
cases, used those areas to obtain effects, such as the 
push cart vend r disappearing into shadow area in a 
natural fade out. 
Interior Lighting: 
In our interior shots, we used primarily 
basic light. Two lights were mounted on the camera tripo 
and moved with the camera. This assured us of direct 
light on the area being photographed. We used a clamp-on 
reflector to fill in, when we felt more light was needed. 
However, the conditions under which we worked were not 
conducive to studio lighting. Outlets were few and far 
apart. This necessitated a long cord, so we could place 
the camera where we wished. We purchased a fifty foot, 
heavy duty rubber cord and>at one tim~ had to use an 
additional twenty-five feet, which we borrowed from a 
projector. One time the fuses were blown out because we 
attempted to use our fill in light on the same circuit. 
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We were delayed long enough so that we were unable to 
~inish the scene which we were taking. 
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SOUND 
Recording Studio Sound: 
Studio sound is that sound which is 
recorded after the work print has been edited. It has 
also been called "dubbed inn or "off-stage" sound. 
Simply stated, the process involves 
making the sound track as the picture is shown on a 
screen. However, the procedure itself is not as simple. 
I say this not because any one factor is difficult, but 
rather because all the factors must be coordinated in a 
fine de gree. 
Careful planning before the recording of 
the track is the key to the problem. 
Equipment: 
The basis of sound recording is good 
equipment. The list below indicates the type of equipment 
we used in producing our sound track. 
1 (1) Wire recorder 
2 (1) Disc recorder (sync-drive) 
3 (2) Playback turntables (sync-drive) 
4 (1) Ampliphier with at least 2 inputs 
5 (1) Cardioid microphone 
6 (1) Maurer 16 mm film recorder 
7 (1) Sound Motion Picture projector (sync-drive) 
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"Sync" drive refers to the fact that the 
motors, which drive this equipment, must all turn at 
constant rates in order to prevent slippage. In other 
words, i.f a record was timed and cut at 33-1/3 RPM, then 
it must be played back at the same exact rate of speed, 
so that it's playback time will correspond to its ori g-
inal cutting time. A Strobodisc should be used to 
veri.fy this rate. The same applies to the projector, in 
regards to the 24 FPS. 
If all this sync business is attended to, 
then you can be sure that the sound, which you record 
against the film, as it's shown, will line up exactly . 
when you match the processed track to the work nrint and 
consequently to the original film. 
Music: 
Be.fore we could record the music, we had 
to choose the pieces. e consulted a Symphony man, who 
wishes to remain anonymous, for advice on selections. 
We understood that we could only use selections that were 
in the public domain, and, or, recorded by an orchestra 
not under the jurisdiction of Petrillo. ~e chose our 
music mainly from the symphonies. Ve chose pieces that 
we felt would not distract from the picture or narration, 
but would help create the desired mood. They were played 
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against the work print and with the narration. They were 
timed and marked on the orig inal discs and t h en we were 
ready to re-record them onto master discs. 
In our attemp t t o incorporate background 
music into the rilm: 
1. We established a general idea or the 
type or music, which, we thought, would best bring out 
t h e mood of a sequence. (light, heavy, fast, slow, etc.) 
2. Next, we timed chosen records or parts 
of records against the sequence. 
3. We then read the narration, along 
with the music >and further decided on its fitness. 
4. As a further test, we dubbed the 
records onto wire, so that we could play the entire score 
a gainst the film. Because of slippage, it is not 
practicable to use wire for anything but a test in this 
phase. 
5. Our next step involved dubbing our 
chosen records to two alternate discs. These were re-
recorded in sequence, so that our first section of music 
was on disc number one, the second section on disc number 
two, the third back on disc one, etc. 
This system made it easy to get one disc 
ready wh ile the other was play ing on the other t urntable. 
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Narration: 
1. Fitting t h e proper voice into our film 
was no problem, since we were offered the services of one 
of ou r fellow students, who already had professional ex-
p e rience along this line. However, we orig inally had the 
vain idea that we both could undertake this job. After 
comparing our voices with that of an experienced nar-
rator, we quickly gave up this idea. 
2. A copy of t h e script was supplied to 
narrator who was told to chang e any words he wished 
out disrupting the thought. 
3. The narrator was then made familiar 
with the film at a timing rehearsal. After a couple of 
"run-throughs", the music was also integrated in an all-
round rehearsal. After sufficient repetition we were 
ready to record. 
Recording Session: 
The actual recording must be conducted in 
an accoustically treated room or studio. This r oom must 
possess a soundproof booth from which the projector will 
be run. It is well to hav e this booth large enou gh to 
contain all equipment which might cause extraneous noise 
to reach the microphone. 
Because of the many _specialized phases of 
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the operation, a sufficient number of personnel should be 
on hand, so that each man's duties are clear cut and in-
volve a minimum of moving about. 
Listed below are the personnel with 
duties at one session: 
1. Narrator at microphone, in main studio, 
facing screen. 
2. Man operating twin turntables, in 
stu dio, with back to screen. 
3. Man between booth and narrator, to cue 
engineer, narrator and turn table operator. 
4. Man in booth, to run projector. 
5. Sound Engineer, to handle voice and 
m~sic levels. 
In order to minimize waste and fatigue, we 
decided to make the recording in three sections. We were 
to do each section until we wer e satisfied with its 
quality before proc e eding to the next section. Our 
master recording was cut on disc, so t h at we could 
ascertain its quality immediately. 
Finally the master recording of each 
section was re-recorded onto film and the film sent away 
to be processed. We used a negative, variable area, track. 
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EDITING FILM 
Physical Set Up 
Motion picture editing combines the 
talents of a technical and well-ordered mind plus a 
thorough sprinkling of creative ability. It is surprisi 
to see how many errors can be counteracted by good edit 
Since editing must be carried out with 
precision, it requires tools, which are specific in 
nature. Although substitutions can be made, we have com-
piled a list of tools and equipment which we found neces-
sary to complete our editing. 
1. A table upon which can be fastened 
a set of rewind arms. 
2. A light box cut into the table, half-
way between the rewind arms for checking film. 
3. Two rewind arms with extended shafts 
(in order to hold three or f our reels together.) 
4. Two film bins (laundry bags or card-
board boxes lined with a soft cloth.) These provide a 
place for long scenes and keep the film from drag ing 
on the floor. 
5. A positive and a negative splicer. 
The positive to be used on track, the ne gative (thin bar) 
to be used on picture. 
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(a) scraper 
(b) cement 
6. Overhead feed reels - these hold 
film leader and opaque film for the making up of A and B 
rolls which are necessary for lap dissolves. 
7. Several reels of the same hub di-
ameter, so that the same film tension is maintained on 
all reels. 
8. Synchronizer of at least four gangs 
or sprocket wheels, so that you may insert, work print, 
A roll, B roll and track. 
9. Red or yellow grease pencil, for 
writing on track or making other necessary marks for ref-
erence. 
10. Blooping material - Black film 
lacquer for picture and a blooping punch for negative 
track. Bloops are used on splice points, except at the 
end of fade outs or beginning of fade ins on picture. 
11. Scissors 
12. A punch - for punching printers 
start holes 
13. India Ink - for marking on leaders 
14. Press-a-ply (Dennison 3/8" x 1-1/411 ) 
Stickers - for marking your effects for the laboratory. 
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i5. Sound reader-for checking track 
16. Projector set up-so track can be 
run off in synchronization with the picture. 
17. Film racks-on which to clip scenes 
in sequence. 
18. hite cotton gloves-for handling 
film. 
"Sync" Sound: 
Our first attempt at editing in "Extra" 
was concerned with our "live sound 11 titles. Our pro-
cedure was based on the use of a synchronous camera and 
sound recorder. This assured constant speeds on both 
units. 
(a} qamera and Recorder were turned on 
at same time. 
(b) A clap stick visible to camera was 
clapped, then taken out of the scene. 
(c) When picture and track were devel-
oped and returned, we matched them thusly: 
1. The frame on the beginning of the 
track where the clap mark was recorded, and the frame 
where the clapper came together on the picture were 
placed opposite one another. 
2. When those frames were placed in 
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the projector, on the aperture and sound head respect-
ively, sync sound was established. 
Work Print: 
After reviewing the film taken by Larry 
Spencer and then carefully looking it over, we felt we 
needed a work print so that we could save the original 
film from additional scratches. We found, that even view-
ing the film through an Editor, was bound to leave 
scratches on the film. Therefore we assembled the film 
in order of the scenes listed in our script. We were 
able to have a friend, Mr. Chester Bishop, make us a 
work print for a very reasonable charge. 
The work print is simply a cheap un-
timed print of all your uncut original film and it is 
useful for these reasons. 
1. It eliminates the harmful handling 
of your original film. 
2. It can be cut and respliced and 
shifted without regard to blooping. 
3. It can be padded with substitute 
scenes. 
Cutting and Hanging Original: 
Once you have completed your work print 
you can cut your original scenes and clip them on the 
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film rack in sequence. These scenes should not be cut 
to the same length of the work print, but instead the 
entire uncut scene should remain intact. This provides 
for a little lee-way, in case your narrative is a little 
off pace when you record the sound track. 
Matching Work Print to Original: 
1. Assuming that the sound track 
matches the workprint exactly, then the matching process 
becomes very simple. You just match up the beginning of 
each scene on the work print with the original, and then 
cut the original just after the last sprocket hole of the 
scene. 
2. If you are using A and B rolls in 
order to include lap dissolves, you must remember that 
the scene which is fading out must include an additional 
20 frames beyond the splice on the work print, and the 
scene which is fading in, should be prefaced with 20 
extra frames before the splice. 
Matching Track to Work Print: 
1. Establish, with the aid of a sound 
reader, certain check points on the sound track, such as 
the beginning of a sentence which corresponds to a def-
inite scene on the film. 
2. Place work print and track in 
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sychronizer with the beginning of picture opposite be-
ginning of sound. 
3. Run some footage through the syn-
chronizer until you determine that the sound is opposite 
the correct scene in a few spots. This will establish 
editorial sync. 
4. Then run work print and track 
through projector together, and note whether work print 
and track check all the way through. If they don't, 
then move your work print back or forward a few frames 
at a time until it checks. You will then establish 
whether the work print needs cutting or padding to match 
the track. 
A and B ake-up: 
This is simply setting up your film for 
double printing such as you need for lap dissolves and 
superimposition. 
Of course both of these effects can be 
accomplished in the camera by rewinding exposed film. 
However this can only be done in a few semi-professional 
and professional cameras and you must be sure of exact 
timing and know, as you shoot, just where you want the 
effects to appear in the film. 
However, if you wish to achieve these 
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erfects in the editing phase you must conform to this 
pattern: 
1. Use opaque leader on B roll opposite 
picture on A roll which you don't want printed twice. 
2. Start rade in on B roll opposite 
the start of rade out on A roll to achieve a lap dissolve 
3. Mark beginning of rades with ex-
planatory stickers on the film. 
Note: 
If you don't have many dissolves in your 
film, you can pick out those pieces of original film in-
volved, and make up a small A and B roll. The print from 
this is inserted into your original. Check your timing 
on this, first, however. We saved fifty dollars by t~A~u~ 
this latter course. 
Blooping: 
This is the process employed for making 
splices less obvious in ·both picture and sound track. 
Although a perfect splice should not be 
blooped, at least it is our experience, that all of the 
splices don't reward your efforts with perfection. 
Positive blooping should be applied to 
original film, where necessary, after marking the work 
print. _This means that if you have scraped off too 
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much emulsion and light shows through the film where it 
should not, the translucent space should be covered with 
black film lacquer. It is usually applied neatly with a 
very thin brush. 
Negative blooping is applied to negative 
sound track. It is a method of punching out the splice 
at the point where two pieces of track join. This 
prevents a foreign sound as the splice passes over the 
sound head, because when this punch is printed on the 
combined print, it becomes black and, therefore, prevents 
sound at that point. 
If, however, you are using positive 
track, then it becomes necessary to use film lacquer on 
the splice points. 
Head and Tail Leaders: 
After you have matched your track and 
original picture to your work print you must make 
preparations so that the laboratory will print your 
track twenty-six frames ahead of your picture. This 
calls for setting up head and tail leaders on both 
picture and track. The accompanying illustration is 
quite explanatory and should be referred to in exactness. 
47 

Editorial and Projection Sync: 
Notice the reference to editorial and 
projection sync. e found that in our matching process, 
it was more natural to use editorial sync. By doing this 
you can check your matching to the frame with ease. Pro-
jection sync. should not be considered until you have 
finished matching. To achieve projection sync. you 
simply move your track 26 frames ahead and then punch 
the printer's. Start holes on corresponding picture 
and track. 
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THE USE OF A SOUND READER 
The purpose of a sound reader is to locate certain 
key words on the sound track. 
This becomes necessary when and if you decide to 
edit your picture further, after you have recorded your 
studio sound. 
It is also helpful if you wish to tighten up or 
lengthen your track at unmodulated spots. 
A sound reader consists of an exiter lamp - a sound 
drum, a photo-electric cell, an amplifier and a speaker. 
It is possible to buy a small stock sound reader, 
but any sound pro\}.ector will serve the same purpose. · ~e 
used a stripped-down Victor because, with a few adjust-
ments, it made an ideal workable set-up. 
The use of a grease pencil to write words on the 
clear section of the track is advised. 
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PROJECTING TRACK AND PICTURE SIMULTANEOUSLY 
It is possible to run your picture and track 
through one projector so that you may check your edi-
torial sync. 
Your work print and work track (if you use one, we 
didn't) should be used to prevent damage. 
This will give you a definite check, as to where 
your sound occurs in relation to the picture. To do this 
you must first establish editorial sync (track opposite 
pertinent picture) marks in the synchronizer. 
The next step . is to place the mark (xxx) on the 
track directly over the exiter lamp scanning slit on the 
projector. Then place the picture mark(!) over the 
projection aperture. Both pieces of film can then be 
carried through the take-up sprocket and fed onto the 
take-up reel. Although the picture can be fed from the 
regular arm, it is necessary to set up a reel holder in 
some other position so that the track is provided with 
a handy supply reel in line with the sound drum. 
In our project we used an R. C. A. 400 projector. 
This projector is ideal because of its open end and lack 
of gadgets. 
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BUDGET 
W did not realize how much it would cost to produce 
a sound film when we first undertook the project. However, 
we were to learn about the cost as well as the many other 
phases of production. We have kept a record of the actual 
cash spent for supplies and services. This did not include 
our own time, transportation, use of equipment, use of 
sound studio, and all the services donated by our freinds. 
If we had paid for these items, the cost of the film would 
have been much greater. 
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EXPENSE SHEET 
Precision Film Lab. 
Byron 
DuPont 
Bishop 
Harvard Film Service 
Hal Berry 
Eastman 
Bermoors 
Geolettes 
Young (Travel) 
Art Lane 
Postage 
Film 
800 ft. Sound Stock 
500 ft. Blue Base 
200 ft. Super X 
800 ft. Taken by Spencer 
800 ft. 12-50 ft. magazines 
300 ft. 6-50 ft. magazines 
1st Answer Print 
7.43 
14.21 
8.98 
10.92 
9.80 
30.00 
10.00 
6.00 
3.42 
1.45 
3.00 
4.00 
3.63 
2.19 
10.00 
.90 
8.63 134.56 
8.00 
30.00 
12.00 50.00 
) 
2-100 ft.) 152.00 
rolls ) 
) 
92.13 
$428.69 
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FINDINGS AND CONCLUSIONS 
In Many instances, upon the completion of creative 
work, certain desirable revisions become apparent. ~x­
perience acquired while working makes one more critical 
of the product. Accordingly we have set down here a 
list of errors and findings in the hope that others may 
profit by our mistakes. 
1. We believe that pre-planning is most important 
and should be used in great detail wherever possible. 
The script should be complete and in final form before 
any shooting is attempted. However, the script should be 
flexible to allow for changes which are bound to occur. 
If one sticks to the script the amount of footage used 
is greatly reduced, and location time is not wasted. 
2. e believe that a variety of cameras results in 
different exposQres and different frame lines. Therefore 
it is essential to use one type of camera throughout the 
whole production, if possible . 
3. It is essential that one type of film be used 
throughout the whole production. Different type film 
gives different renditions, which will not give the desire 
key in all the scenes. 
4. Original film should not be projected, because 
scratched film cannot be corrected in the final print. 
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A work print should be made and the original not touched 
until the final cutting. 
5. "Sync" motors should be used on the projectors 
and re corders, so that timing will be accurate. If they 
are not used, timing will vary and the sound track may 
not match the picture. 
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GLOSSARY* 
Action Outline. A description of the picture sequences 
and action of a film. 
Angle. The viewpoint from which the picture was taken. 
Aperture. The opening of the diaphragm in a lens. In 
projection the frame size opening that permits the light 
to strike the film and project it through the lens. 
Base. The transparent film that supports the photo-
graphic image. 
Bloop. Sound caused by a splice across a sound track. 
Blooping. The opaquing of the track section of a posi-
tive film splice to eliminate the bloop noise. In the 
negative, punching a tapered hole in the track ac-
complishes the same purpose. 
Clapper. Two strips of wood hinged togeth er. They are 
struck together before a tru{e and register on both 
picture and sound track for later use in synchronization. 
Sometimes called a clapboard. 
Continuity. The relationship of scenes and sequences in 
the picture one to another. 
Cue. A signal for the start of narration, action, or 
sound effect. 
Cutting. Assembly, arrangement and splicing of film. 
See Editing. 
~~H. C. Gipson, Films in Business and Industry, 1947 
63 
Density. The degree of opaqueness of a negative or print 
Director. The individual actively in charge of com-
position and action in a motion picture. 
Dissolve. An overlapping fade-out of one picture and 
fade-in of another. The first scene gradually disappears 
while the ensuing scene appears to emerge from it. 
Documentary Film. A film purporting to show life exactly 
as it is, usually expounding some moral. 
Double Exposure. Photographing two scenes, one on top of 
the other on the same piece of film. In this way special 
effects are obtained. 
Double System Sound Camera. Sound recording in which 
synchronous motors drive the film throu h the motion-
picture camera and at the same time drive another roll 
of film past a light valve for sound recording. The two 
pieces of film are later combined in print. 
Dubbing. Mixing several sound tracks and re-recording on 
a single combined track. 
Dupe. A duplicate negative made from a positive print. 
Editing. The final arranging, shortening, and eliminat-
ing of scenes in a picture and synchronizing them with 
the sound track. While "editing" is often used inter-
changeably with "cutting" a cutter is specifically one 
who does the manual part of the work. 
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Fade-in. The gradual appearance of screen image from 
blackness. 
Fade-out. The gradual disappearance of a screen image 
into total blackness. 
Fill-in Light. A light used to soften shadows. 
Flood. A floodlight used to illuminate wide areas. 
Frame (Verb). To adjust the picture frame in projection 
so that it coincides with the aperture of the projector. 
Leader. Blank film at beginning and end of a reel. 
Lip Synchronization. Direct recording of sound from a 
scene that is being photographed. 
Mix. The recording or re-recording of sound in which 
various sounds are blended together. 
ontage. A series of pictures either following each 
other or superimposed one on the other in a quick series 
of optical dissolves or wipes to create a unified effect 
or impression. 
Narrator. An offstage or background voice. 
Pan. A gradual swinging of the camera in any direction. 
A panorama shot. 
Photoelectric Cell. A device that has the ability to 
transmit electric cu rrent in varying degrees directly 
in proportion to the amount of light that is permitted 
to fall on it. 
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Playback. A recording made on phonograph records si-
mu ltaneously with a sound recording for immediate check-
ing of the recording. 
Positive. A projection print from the negative. The 
true picture. 
Recording. The process of recording voice, music, or 
sound effects on film or phonograph disks. 
Re-recording. The transfer of one or more recorded 
tracks or disks to a new track or disk. The process also 
permits corrections in level and adjustments in tone. 
Reversal. Film that is processed in s u ch a way as to 
result in a positive print without the use of a negative. 
This process is not used in 35-mm motion-picture work 
but is largely used in 16-mm produ ction. 
Rewind (noun). A cranking device for transferring film 
from one reel to another. 
Rough Cut. A rough assembly of scenes in their proper 
order but not cut down to their final length. 
Scene. A single sequence in the p icture which may con-
sist of one or more shots. 
Score. The music for a film. 
Script. A complete written guide for a motion picture. 
The term is generally used rather than "scenario" for 
nontheatrical motion pictures. 
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Setup. 
Shot. 
Slate. 
The position of camera as set up for a scene. 
A single continuous run of the camera. 
The identification of a scene in a film by 
writing on a small board which is photographed for a few 
frames at the beginning of a scene. 
Slow Motion. The slow movement of objects on the screen 
produced by photographing more frames per second than 
are projected per second. 
Sound Track. The portion of the film devoted to the 
recording of the sound. 
Splice. The joining together of two pieces of film with 
film cement. Also the joint itself. 
Synchronization. The matching of sound track to picture 
so that sound exactly coincides with picture action; 
often abbreviated to "sync." 
Sync Mark. Corresponding marks on picture and track by 
which they can be placed in synchronization. 
Take. A single shot picture and/or sound. Sometimes 
specifically a satisfactory or usable shot. 
Voice-over. Narration-type recording as opposed to live 
sound. 
Work Print. A print used in editing and cutting to 
determine the final composition of the film. 
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